Domestic renewal: a table re:set by Cherry, Norman

Foreword
It is not what you see that is 
important but what takes  
place between people 
Rirkrit Tiravanija
!e work of both Judy Chicago (Dinner 
Party, 1975-79) and more recently 
Rirkrit Tiravanija  come to mind in 
the context of the radical experiment 
Domestic Renewal proposes. !ese 
earlier precedents focus on the dinner 
table as an ‘art’ exhibition site which is 
simultaneously a site of radical political 
engagement. Chicago’s powerful 
feminist intervention brought women’s 
inequality and exclusion to the political 
forefront, just as Tiravanija’s 1990s 
cooking installations such as untitled 
(Free), 1992, provoked a rethink 
not just of the work of art and the 
exhibition space, but the domestic or 
restaurant space as theatres of culinary 
consumption. Historically, food - its 
setting and social meaning - has been a 
focus of art from Dutch seventeenth-
century still life right through to 
Oldenburg’s 1960s soft sculptures: it 
has always been political, demarcating 
the haves from the have nots. 
Rohan Nicol, metalwork designer, 
curator, and lecturer at the ANU School 
of Art, conceived this collaborative 
exhibition project Domestic Renewal; a 
table reset as a means to broach through 
the everyday those pressing global 
issues which impact increasingly upon 
us all – disposability, over-consumption, 
famine – and the place of the designed/
handcrafted domestic object within 
this problematic nexus. In Domestic 
Renewal, nineteen individuals from 
varied practice disciplines and interests 
come together to rethink and remake 
this global table. 
Warm thanks are due to Rohan 
Nicol and all his collaborators, as well 
as to Craft ACT for the success of this 
experimental venture.
Anthea Callen 
Professor of Art,  
CASS-ANU School of Art
overview
!e work created for Domestic Renewal is not intended to constitute a complete setting for your standard dinner party. Instead,  
the objective was to use the table setting as a location, starting point and metaphor for the testing of ideas that are important 
within and beyond the creative arts.  
Domestic Renewal is a collaborative 
project involving 19 individuals, 
who were invited to make 
objects for a table setting. 
!e work they have produced 
has been brought together for 
this exhibition Domestic Renewal; 
a table reset. !e group has 
been drawn from a range of creative 
disciplines including Visual Art, 
Studio Craft, Independent Design 
practice and Architecture.
Exhibition premise
Important to this project and 
exhibition was the initial outline that 
participants were given when invited 
to participate, establishing general 
guidelines for action. In developing 
their work for this project, the artists 
were encouraged to consider a range 
of possibilities and issues such as using 
existing materials or objects, the idea 
of place, urban renewal, wide scale 
rapid change and active stewardship of 
our artificial landscape amongst many 
other factors. 
!e table was a device to frame action 
and served to establish a common 
location, a general scale, cultural norms 
and object archetypes to negotiate. !is 
was a strategic approach to provide a 
space and setting to imagine, incubate 
and test new work. In fact it served 
as something like a little version of 
the real world, a lab to craft ideas in 
response to real world challenges 
and opportunities. !is project has 
produced work that suggests answers 
to complex problem sets such as the 
overuse of materials, resources and 
energy in our lives against a backdrop 
of globalisation and expanding circles 
of consumption. 
!e works reflect upon the need 
for more socially cohesive, culturally 
and spiritually nurturing places. 
Subsequently, the works offer a 
blueprint or prototype for how we can 
improve the way in which domestic 
or urban environments are planned 
and perceived. !is exhibition 
demonstrates how the creative 
professions are capable of examining 
everyday objects and to envisage 
new ways that they can be created, 
managed and understood.
!e value of an 
interdisciplinary approach
Important differences exist between the 
creative professions such as Fine Art, 
Studio Craft and Architecture. Aspects 
of these differences are reflected in the 
particular approach and specific work 
brought to the table by the individuals 
involved in this project. 
Yet, increasing attention is being 
paid to the value of collaborations 
and cross-disciplinary ties, specifically 
those that support the exchange of 
knowledge to achieve new creative 
visions. By asking participants 
within the exhibition to reflect on 
inter disciplinary knowledge and 
practices, the project encouraged new 
opportunities and exposure to different 
ways of working.  Consequently, this 
reciprocal practice clarified and defined 
the artists’ disciplinary boundaries, 
characteristics and concerns. !is in 
turn reinforced a new and greater 
understanding of the disciplines by 
the participants.  As a result, for future 
projects, subsequent collaborations and 
cross-disciplinary exchange will be 
enhanced.  Inexorably, this will support 
new understandings, new dialogue and 
new disciplinary visions.
Architectural Philosopher Juhani 
Pallasmaa describes this fertile territory 
of exchange in the following way:
!ere is a rather widely accepted 
view that wants to get rid of the 
boundaries between the various 
art forms entirely. I for one feel 
that the ontological differences 
between the various arts are as 
significant to acknowledge as the 
commonalities or shared grounds 
of the arts.  
!e !inking Hand (2009) p115.
Clearly the work brought to the table 
through this project reflects disciplinary 
fixation.  However, the work serves to 
focus our understanding of the unique 
attributes and disciplinary specific 
knowledge that both define and also 
unify our creative professions. 
Most importantly the value of this 
exhibition lies in its speculative quality 
in offering new approaches to how 
we might orchestrate our domestic 
landscape. It is significant to how we 
might generate solutions to challenges 
that are part of the larger project 




IMAGE: Sarah King & Liane Rossler, Ghost flatware & cutlery 
another table, a new chapter 
in domesticity?
It has to be asked - why has all that stuff that sits on the domestic table been so interesting to industry, artists and designers, and 
the social and cultural sciences in general for so long? I don’t propose to answer this question here but, by way of introduction, 
signal that the project Domestic Renewal not only revisits the project of domesticity but also wades into a sizable critical terrain.
One obvious reason why the 
tabletop is so compelling has 
been the changing condition of 
food from basic need to desire, 
concurrent with the domesticating 
project of industrialisation and 
mass consumption that transformed 
sustenance into spectacle. Related to 
that transformation, industrialisation 
and mass production transfigured the 
tabletop into a volatile platform for the 
display of domestic fashions far more 
protean than any other scenography in 
the home.
Since the 1660s [when sets of knives 
and forks were first made in England, 
glassware had been introduced and 
wooden communal drinking and 
eating bowls began to be replaced by 
individual plates], so much stuff has 
been produced for the tabletop that it 
begs another question – why produce 
more? !at a vast amount of the stuff 
making its way onto tables does not 
last forever is perhaps one reason for 
the amount of wares produced and the 
need to keep producing more. And 
it shouldn’t go unnoticed that one of 
the indicators for the beginning of the 
industrial revolution can be traced to 
the production of tableware. At the 
beginning of the industrial revolution 
(c. 1750-1800), when idea was split 
from manufacture, ceramics produced 
in volume for the table were some of 
the first mass-produced items. 
If tableware is now synonymous 
with mass-production where does 
the limited edition object reside in 
the domestic landscape? And where 
does the craft object sit in relation 
to the Brand? To answer these 
questions we firstly need to perceive 
the different landscapes shaped by 
the flow of capital where the general 
relationships between time, space, and 
‘design’ forces can be observed. On the 
global landscape of goods and services 
we are being trained to believe that 
Brand has replaced the old measure of 
price, and on the domestic landscape 
of goods and services, experience 
has replaced sentimentality. By 
sentimentality I mean two things; the 
viability of the historic programme of 
low volume production using mostly 
traditional materials, and the willful 
misrepresentation of reality (typically 
the distortion of the past but also a 
delusion about the future).
But before exploring these ideas part 
of my first question – why is tableware 
so interesting to artists and designers 
– needs some attention. Again, I’m 
not going to answer my question 
because I don’t know the answer, 
but I speculate that Judy Chicago’s 
historic ‘!e Dinner Party’; Rirkrit 
Tiravanija’s recent dinners staged 
as exhibitions around the world; 
countless teapots by famous architects 
too numerable to list; and a canteen 
flatware manufacturer becoming an 
extremely fashionable international 
Brand via the ‘Tea & Coffee Piazza’; 
are all testimony to transformative 
capacity of these everyday global tools 
to bring people together around the 
table (surely the most difficult project 
on the planet).
We now have to accommodate 
so many people on the planet that I 
emphasize being together, not living 
together, is a cosmopolitan project and 
as such will be equal parts domestic 
and global - because we now live in the 
planetary city. Living together is the 
failed project of science and technology 
– fixed formulas for unequal lives. So 
it should be clear why it isn’t just the 
hedonistic lure of shopping that the 
domestic remains so central to our 
future, and so interesting to the creative 
industries but being together.
!e project Domestic Renewal stakes 
its claim on this complex landscape at 
this interesting time in the production 
of things.  Because of its timing and 
programme, I think it is a valuable 
project for three reasons that I will list 
and then explore:
First, to design and/or make table 
ware objects in an era of dematerialised 
production could be seen as a 
sentimental project. 
Second, while exhibiting limited 
edition objects in a gallery shelters 
them from capital it exposes them to 
critical design.
!ird, to foster collaborations in 
an era of interdisciplinarity might be 
more testing than making something.
A sentimental project 
or altermodernity?
!e domestic is a generally perceived 
to be a sentimental domain because 
it is the platform for so much craft—
both production and consumption. 
And again the tabletop is perhaps 
the surface bearing the greatest 
concentration of craft activity.
In a world measured in materiality 
qualifying something as sentimental 
is generally perceived as pejorative. 
According to Mary Midgely “Being 
sentimental is misrepresenting the 
world in order to indulge our feelings.” 
(1979, 385). However, the term 
sentimental can be applied across a 
spectrum of scenarios spanning a form 
of nostalgia (things as they were) to a 
commonplace method of production 
(low price low volume things). While 
it is easy to call someone or something 
sentimental we misunderstand the 
dimensions of that call. For example, 
because of our push for preservation, 
nostalgia can be paradoxically the 
desire things as they were plus a 
picture of the future based on the past. 
Categorising low volume/low price 
production as craft is another easy 
target and, as with sentimentality, 
fails to capture the very complex and 
historic relationship between idea and 
object.  By failing to understand the 
relationship between idea and object 
we misconstrue the dimensions of low 
volume production as a sentimental 
attachment to craft.
Historically the production of 
something produced the idea, and 
it required talent and skill before 
innovation. But the industrial 
revolution and the modern project 
reversed that relationship when 
individual skill was replaced by 
For centuries so much stuff has 
been produced for the tabletop 
that it begs another question 
– why produce more?
Exhibition Essay by Craig bremner
universal creativity and innovation 
became the object. Hence, I would 
say, much in the way of so many of the 
small things ?which used to decorate 
the table are easily misplaced; the idea 
has been misplaced, but it has been 
missing for a very long time. 
It is important projects like Domestic 
Renewal that resemble a posse in 
early television westerns, using its 
native traditional skill, accumulated 
over time through practice, to track 
someone although, in this case, it is the 
participants’ skill in designing/making 
something that is the search for its 
idea. As we know, we are in desperate 
need of ideas.
In a world of dematerialised 
production—a digital world—
our concept of sentimentality is 
derived from the way that world is 
represented—not how it is but how 
it appears to be. When compared to 
the virtual, motivated by its personal 
misrepresentations of an everywhere 
that is nowhere, the home is the site of 
real sentimentality where our feelings 
configure the space. And before the 
archival project of the ‘cloud’ it is home 
where we first archived so much stuff 
that the notion of the construction of 
identity rapidly became the individual 
project to produce our ‘self ’. !e 
digital project of relentlessly archiving 
images of what-was and depositing 
these images in the ‘cloud’ locks us in 
the permanent present. 
!erefore, at this point in history 
without recourse to something like 
the sentimental to purposefully 
misrepresent how the world has come 
to look like it looks, the process of 
producing something new is trapped 
in an imitative loop. All too clearly 
that already seems to be the fate of 
the contemporary goods and services 
that are furnishing a world where 
innovation is no more than novelty.
Nicholas Bourriaud’s thesis for the 
Altermodern exhibition he curated for 
the Tate Modern in 2009 states,
!e times seem propitious for 
the recomposition of a modernity 
in the present, reconfigured 
according to the specific context 
within which we live—crucially 
in the age of globalisation—
understood in its economic, 
political and cultural aspects: an 
altermodernity. 
Bourriaud, 2009.
!is ‘other’ modernity is the context 
in which Domestic Renewal operates.  
Exhibiting the project 
– exposure to critical 
design theory
Leaving aside the business of the trade 
show and exposition, the relatively 
short history of the methods of design 
and/or craft and/or object investigation 
as represented by exhibitions could 
be constructed to read as follows. 
!e most obvious, classicaltype of 
exhibition program is the taxonomic, 
which is concerned with the 
classification of types of objects and 
styles and usually focused on a key 
moment/movement/artist/designer. 
!en there is the cartographic, which 
is concerned with locating design 
in space/time/market as in all the 
historic/current/future surveys. More 
recently we have the synthetic, which 
is concerned with new developments 
in methods, materials, practices.
In contrast to these solid phases of the 
exhibition, we are now in a post-content 
phase based on a system of global digital 
flows of potentially infinite linkages to 
information that now require less of 
designers’ creativity than their almost 
non-existent editing skills. !erefore, 
a project like Domestic Renewal , that 
restores the heroic idea of object and 
asks its participants investigate the 
relationships between design and the 
flows of information in order to make 
sense of their position, and their position 
in relation to each other, is a very 
interesting hybrid project. 
!is is the scenario that Dunne 
and Raby have laid claim to as critical 
design, but which is really a reprise of 
the critical design projects initiated in 
the 1960’s by the radical design groups 
in Italy. !e Italian radical designers 
contested the domesticating project of 
capital by working in collaboration with 
pioneering industrialists and fashioned 
proposals for completely new living 
models. Domestic Renewal can be seen 
as another step in the historic chain 
of events of critical design, initiated 
by a rising middle-class fuelled by the 
industrial revolution, where the design 
of the object-type was then codified by 
the Bauhaus, and then radicalized by 
the Italians. Some pedigree!
Because Domestic Renewal asks 
participants to imagine their object in 
relation to Web 2.0; it is also a project 
that seeks to combine the temporal 
and global flows of trade and travel - 
that make up our experiences of the 
fashioned world as we transition from 
history, which was yesterday (Auge, 
1995), to the demands of tomorrow. 
!ese dimensions exist simultaneously, 
in individuals, social groups, and in so-
called markets, but are transfigured 
by the prevenient (?preceding) 
images that always direct our actions. 
!e cartography of this terrain 
used to classify existing products as 
contributions to the construction of 
our ‘self ’; as examples of how design 
shapes our experience of the world. 
But as I have already mentioned, soon 
we accumulated so much stuff that 
we became either obedient manic 
hoarders (and hoarding not things but 
assets is perhaps the most destabilising 
force on the planet), or resistant 
sponsors of our own project in the era 
of self-production.
While I don’t think Domestic 
Renewal is proposing to literally 
illustrate the flows and processes 
of design in a domestic landscape 
no longer characterised by distinct 
cultural/trade boundaries; it does 
succeed in counteracting the 
similarities of design actions (made 
similar by digital flows), by depicting 
the differences that can be stimulated 
by the local actuality. 
In a similar way the historic 
exhibition Italy: !e New Domestic 
Landscape at the Museum of Modern 
Art in 1972 could be a benchmark 
model of a highly localised product/
process conversation as it appeared 
at the beginning of the 1970’s.!is 
was prior to  the time when digitally 
reproduced serial variability broke 
the traditionally conceived rapport 
between design, manufacture, and 
representation. If  we revisit that 
landmark exhibition and compare 
design activity 40 years later what do 
we find? 
Based on new evidence of living 
experiences, what might the domestic 
landscape look like today? !e answer 
is the domestic landscape appears to 
comprise two parts very much in way 
Emilio Ambasz divided his exhibition 
into objects and living models.  Firstly, 
there are products that are either 
produced based on local differences/
similarities according to global 
distribution systems, or on taxonomic 
systems of global product types 
with local variations commissioned 
according to regional actualities. 
Secondly, there are new living models 
contesting the form and function of the 
‘house’ as an object-type from which 
design variations can only be derived; 
a customizable platform with fixed 
services around which patterns (plans) 
are spun; equipped with floors and walls 
that carry our spatial requirements; and 
now a container for software. 
However, with over a quarter of 
households now having a single 
occupant, the home is increasingly 
defined by private, anti-social living, 
where spaciousness (a sensation not 
dependent on size) and the hedonistic 
pursuit of pleasure (typically exercised 
through new stuff ) is contrasted to a 
sentimental attachment to old stuff 
(hence the growth of off-site storage).
One of the aims of the Domestic 
Renewal project is to attempt to 
illustrate the current relationships 
between the thinking and making 
of objects and how the world of this 
thinking gives shape to and how it 
receives shape (the digital flows). It 
is not only asking what is the idea 
of design, what it does, how it does 
it, where it does it  but, it is mostly 
asking what/how/where design does 
what it does with whom it does as a 
hyperlinked dematerialised relational 
activity. !e benefits of this approach, 
as part of the Domestic Renewal project, 
are that it will allow the participants 
to explore and possibly illustrate 
their understanding of ALL the 
relationships they weave in their work. 
!e exhibition concept is predicated 
on an assumption that it would be 
beneficial to us all if designers, artists, 
makers, could react to and see all the 
different relationships their work 
might cause. 
!e proposition of Domestic Renewal 
as a project, questions any assumptions 
designers and artists (and the design 
conscious public) might have.  At the 
core of the project is the proposition 
that in the post-content era design is 
facing almost infinite new possibilities 
that will require new ways of thinking 
and acting.  Provided designers adapt 
to the new relationships illustrated 
through this exhibition and its 
program, then they may be able to 
reshape making into a process capable 
of imagining and editing multiple 
possible futures that we will want to 
experience repeatedly.
A project of collaboration 
– interdisciplinarity as the 
modern practice?
When we look at another of the aims 
of the project – collaboration; we have 
to assume that collaboration between 
some very different disciplinary fields 
can only be proposed because we now 
assume interdisciplinarity to be the 
absolute baseline of modern practice. 
Yet, iff there is only interdisciplinarity 
then by default there can be no 
discipline. Collaboration risks 
becoming a self-fulfilling prophecy; 
an operational process that seems 
to be packaged with the demand for 
innovation where more participants 
equals more innovation.  !is raises 
issues about an organizational model 
of management that characterises 
mature service economies, where more 
participation equals more management.
Hal Foster expresses legitimate 
doubt about both interdisciplinarity 
and collaboration. He asks, ‘Have we 
reached a point where interdisciplinarity 
is designed in, as it were, as a value in 
its own right?’ And he answers his own 
question in a footnote; “As even a great 
proponent of this mode, the curator 
Hans Ulrich Obrist, has commented, 
‘Collaboration is the answer, but what is 
the question?’” (Foster 2011). It is clear 
to me via this footnote that Obrist and 
Foster both know that disciplinarity 
is conferred by other disciplines (you 
cannot define a discipline from within), 
hence they question the assumption 
that the individual has been superseded 
by the team.
Tableware for the planet?
But I can imagine you thinking what 
has this global context to do with 
tableware? And it is a fair question. 
!e answer is simply everything is 
in everything (Ranciere, 1991). But 
more to the point we, seven billion 
and growing, are the cause of the 
planetary agenda and it is probably 
around the table (political or 
domestic it won’t be much different) 
that we will conjure our response to 
being together in increasing numbers 
in closer proximity. Planetary renewal 
will therefore be synonymous with 
domestic renewal.
Craig Bremner is Professor of Design 
at the School of Communication 
and Creative Industries, Charles 
Sturt University
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Our concept of sentimentality 
is derived from the way that 
world is represented
alEx asch
ALPHABET CITY D 
Drawn to materials that are weathered and 
worn, Alex Asch reinterprets found objects in 
the construction of his unique house sculptures. 
Discarded materials are favoured in his 
constructions as they reveal remnants of a past 
life and are often weathered by the elements 
of nature as well as altered or marked by tools 
and fittings. !ese characteristics of his media 
indicate the previous value of his materials as a 
whole object, now seen as composite elements 
in an entirely new structure. In a solo exhibition 
‘facade’ in August 2012, his houses moved onto 
the wall, creating facades that have become 
more concerned with the language of painting, 
composition and color. 
Alex Asch was born in Boston, Massachusetts, 
USA and was involved in university art programs 
in Los Angeles and New York before moving 
to Australia and studying art at the Australian 
National University in 1988. In 2008, Alex was 
awarded the Rosalie Gascoigne Award by the 
Capital Arts Patrons Organisation (CAPO). In 
2009, Alex was a finalist in Bondi’s Sculpture by 
the Sea, and was invited to represent Australia 
in Sculpture by the Sea in Denmark the same 
year. Alex’s work is in corporate collections in 
Australia, USA, UK and Netherlands as well 
as Artbank, !e Wesley Art Foundation and 
Canberra Museum and Gallery.
I am building a cityscape to go on the middle of the 
table; like a dark flower arrangement a backdrop to 
the formal garden of plates and cutlery. !e cityscape 
will be similar to my ‘Alphabet city series’ made 
from reclaimed form ply.
Alex Asch courtesy of Beaver Galleries.
RichaRd blackwEll
DOUBLE TROUBLE 2010
My current work occupies/exists in a 
contemporary context where virtual and physical 
realities continuously blur together. My work is 
an illustration or activation of a space perceived 
by the viewer and implied in simple graphic 
terms. !ey are objects that attempt to be ‘reverse’ 
sculptures, the perception of which is activated 
and deactivated by the viewer moving around 
them. I intend to transform materials through 
the use technologies and digital processes that 
are devoid of the artefacts of the hand of the 
maker. More broadly my work revisits traditional 
representational devices and methodologies, 
approaching them in alternative ways. By altering 
the physical I can attempt to reveal the virtual 
subtext that penetrates everyday life and implied 
in simple graphic terms.
I think I want to keep it as a bunch of rectangular 
tables that you can stick legs into - that will make 
the transport very easy. I assume the legs are being 
taken care of by Henry’s beautiful solution. What I’d 
like to do is photograph a bunch of various rectangle 
table tops and print those photos directly onto the top 
surface of these white rectangles. I will turn down 
the colours in some cases so they are just visible above 
basic white… Almost like seeing the Ghosts of an 
image of a table from the past…. You can arrange 
and cluster the tables at install however you need.
noRman chERRy
SALT VESSEL 1
Professor Norman Cherry is an internationally 
recognised jeweller He has exhibited 
internationally and many of his pieces are held 
in private and public collections throughout 
the world. Most recently one of his medals was 
purchased by the British Museum for their 
contemporary collection. He is a regular speaker 
at national and international conferences and has 
undertaken consultancies in several countries, 
including South Africa, Hong Kong, Sri Lanka, 
and Jordan. His particular research interests 
include: the application of textiles techniques 
to metals, surface patination, and extreme 
body modification.
Prior to his appointment as Head of College 
of Arts, University of Lincoln in 2008 and 
Vice Chancellor of Lincoln University in 2011, 
Professor Cherry was Head of the well renowned 
Birmingham School of Jewellery.
When these watch cases were originally made, none 
of the craftsmen could ever have imagined that more 
than a century later they would come to fulfil a totally 
different purpose and appear, somewhat transformed, 
in an exhibition on the other side of the world – a 
world they probably knew very little of, a world so 
far away then that itmust have seemed like space does 
to us now.
I would like to think that any diners who might 
eventually use these minor domestic tabletop 
artefactswill have as much pleasure in that activity 
as I have had in creating them. May they and 




Ann Cleary FRAIA is a registered Architect 
and Lecturer in Architecture (part-time) at the 
University of Canberra. Ann also has a studio 
practice a r k k u : architecture and urban design. 
!e range of project types has included public 
and institutional projects, performing arts, 
waterfront, industrial and campus programs, 
as well as urban infrastructure, streetscape and 
ephemeral art installations.
Ann’s research interests are focused on the 
public realm, the interstitial and the revitalisation 
of the urban fabric. Drawing as thinking and 
architecture as spatial languages are also areas 
of focus. She has extensive experience working 
with artists and craftspeople on public art 
collaborations and commissions. Ann has been 
involved at UC in visiting critic and guest design 
studio roles from 1991 till her appointment as 
Lecturer in Architecture (part-time) in 2003, 
which affords her the opportunity to pursue her 
interest in teaching and to continue to keep her 
studio practice going on selected projects.
Ann has served as a Jury member in the 
2002 and 1991 RAIA ACT Chapter Awards 
Programs and as a member of the committee 
for establishment of the 25 Year Award. She was 
elevated to Fellow of the Australian Institute 
of Architects in 2000 and has received awards 
for residential and urban design work. In 2009 
Ann was awarded the AIA ACT Chapter Clem 
Cummings Medal for outstanding contribution 
to architecture and the built environment.
… a table setting could be seen 
as a marquette for a village or 
city, flowers like parks, pitchers 
like towers, roundabouts etc.
Alex Asch
aRtists and dEsignERs
saRah king and 
lianE RosslER
Sarah King
Originally from Sydney, Sarah King is an 
architect and designer as well as retailer. Over 
the past ten year Sarah King has set up the Arp 
shop and the Pop Up Co-Op shop in Bowral as 
well as !e Australian Design Museum auction 
at Shapiro in early 2012.
As the Supercyclers, Liane Rossler (ex 
Dinosaur Designs) and Sarah King (ex architect), 
transform ordinary, unsustainable materials into 
beautiful, functional objects. !e Sydney-based 
designers use a simple hardware store heat gun 
to turn single-use supermarket plastic bags into 
multi-purpose plates, cups and spoons. At first 
glance, their delicate, translucent Plastic Fantastic 
tableware doesn’t even look like plastic. Rossler 
and King launched the Supercyclers collective at 
the prestigious Milan Furniture Fair last year in 
an exhibition called !e Other Hemisphere. 
Transforming materials is the essence of 
‘supercycling’, a term they came up with to describe 
their work. !e concept is a shift from up-cycling, 
which turns trash into treasure. Supercycling is 
about more dramatic transformations.
Supercyclers, an ever-growing international 
band of designers who are building a sustainable 
approach into their products. Australians Tamara 
Mayne, Mark Vaarwerk, Henry Wilson and 
Andrew Simpson are part of the group, along 
with design practices from the Netherlands 
(VIJ5), Switzerland (Postfossil) and Germany 
(ett la benn).
Plastic should be as valuable as gold because it’s a 
clever product that can last forever. 
GHOST FLATWARE & CUTLERY 2012
Liane Rosslet
Liane Rossler co-founded the iconic Australian 
design company Dinosaur Designs where she 
practiced as a designer and director for 25 years. 
Rossler recently left the company and set out on a 
new range of diverse projects, all with design and 
sustainability at their core.
One of Rossler’s most recent projects is 
conducted under the banner of Supercyclers, with 
fellow environment advocate and designer, Sarah 
King. Together they have set out to reinvent new 
products from existing materials. !eir work 
is featured as an important contribution to the 
project and exhibition domestic renewal. 
Liane Rossler holds A Bachelor of Visual Arts 
and a Graduate Diploma in Professional Art 
Studies specializing in drawing and painting. 
We created supercyclers in late 2010 as a platform 
to talk about our work with discarded materials 
and also to prof ile designers we feel are using 
innovative approaches to sustainability in the 
products they make. 
We’d both seen and been effected by images of the 
plastic that’s lodged in the ocean – the great pacific 
garbage patch - which has created a problem in 
our seas that environmental scientists are currently 
trying to solve. !e problem is immense – bigger than 
the ocean. Every piece of plastic that’s ever been made 
is still around today.
In the face of such immensity we can only create 
small solutions - our hope is that by creating beautiful 
works from what is traditionally thought of as waste 
- we can both demonstrate how others might do the 
same, and also alter our way of seeing – placing value 
on what might once have been considered undesirable, 
and thrown out of sight.
For us, the discarded materials we are using have 
become extremely valuable – we seek out the colour 
and texture that we might once have ignored. 
Plastic is a super-material, and should be considered 
a valuable commodity – it has this ability to last 
forever so instead of creating products intended for a 
single use only to be subsequently discarded, we could 
be making things that need to be cared for and kept.
!e Ghost Flatware & cutlery is an ethereal 
interpretation of simple tableware made using single 
use plastic bags. !e transparency of the pieces is 
intentionally ghostly calling to mind the transience of 
the material world and alluding to a possible future 
where oil based plastic has disappeared and is no 
longer a central protagonist.
hEnRy wilson
“THINGS REVISITED” COLLECTION
Henry Wilson is a designer whose practise is built 
around his belief that design should be both built 
for longevity and honestly resolved. A graduate 
with first class honours from the Australian 
National University, he also holds a Masters in 
Man and Humanity from the Design Academy 
Eindhoven in !e Netherlands.
A strong believer in ethical and human-
centred design, Henry creates new objects 
as well as thoughtful and useful additions to 
existing objects. He has received numerous 
awards, scholarships and grants for his work and 
exhibited in Australia, Europe the UK and USA.
bRidiE landER
CUTS LIKE A KNIFE 
Bridie Lander is a contemporary jeweller 
and object maker. She trained at the Sydney 
University’s, Sydney college of Art (SCA), where 
she completed both her undergraduate award and 
her Masters of Philosophy. Lander has won the 
Sydney design award now the new design award 
as a graduate and is represented in both public 
and private collections.
Lander has lectured and been acting course 
convenor of the Jewellery and object program at 
the SCA. In 2009 she relocated to Birmingham 
in the UK where she continues to lecture at the 
world famous Birmingham School of Jewellery. 
Lander maintains a prolific exhibitions profile. 
Her work is diverse and includes the use of CAD 
and rapid prototyping technologies as well as 
the development and masterly application of 
stone and polymer composite materials, which 
she has independently developed. !rough her 
work, Lander explores sensorial experience in 
locating identity and the role of adornment in 
the manipulation of personal narrative.
!ese pieces are 
ethereal artworks 
- functional to a 
point - but more 
concerned with 
experimentation 
and proposing new 
ways of viewing 
waste materials
supercyclers
a tablE REsEt … a mEans to bRoach 
thRough thE EvERyday thosE 
pREssing global issuEs which 
impact incREasingly upon us all – 
disposability, ovER-consumption, 
faminE – and thE placE of thE 
dEsignEd/handcRaftEd domEstic 
objEct within this pRoblEmatic nExus
Anthea Callen
guy kEulEmans
COPPER ICE CREAM SCOOP 
Guy Keulemans is a product designer with 
an emphasis on conceptual furniture and 
jewellery. Educated in Singapore and Sydney, 
he has operated a studio in Tokyo, Berlin and 
Eindhoven, the Netherlands, where he graduated 
from the select M+H masters program at the 
Design Academy Eindhoven.
Co-founder of Kyoko Hashimoto Jewellery 
with lead designer Kyoko Hashimoto, Guy 
has professional experience and expertise with 
research, design, and production of unique objects 
for function, statement and exhibition. In 2010 
he co-created We Are All Made of Stuff, a pop 
up shop in Berlin, and in 2011 has begun PhD 
research at the University of New South Wales’ 
College of Fine Arts investigating experimental 
design and the domestic object.
In examining Sherman L. Kelly’s famous 
aluminium design ice-cream scoop from 1935, 
Keulemans presents a technical variation for 
the Domestic Renewal exhibition. However, 
in the process, due to the difficulty of casting 
pure copper by the lost-wax method, the scoop 
comes out of the mould damaged and imperfect. 
Subsequently, Keulemans restores the scoop to 
functional use with resin and other materials. 
!is new methodology of pre-consumer repair 
advocates for the greater prominence of repair 
aesthetics in domestic products.
!is project for the upcoming exhibition Domestic 
Renewal began with a conversation I had with 
designer Henry Wilson, in which we talked about 
these fascinating hollow aluminium ice cream scoops 
containing liquid in their handle. 
!e classic design is made by the American company 
Zeroll, as pictured above (image from Williams-
Sonoma). !e aluminium, which is quite thermo-
conductive, and the liquid inside the handle work 
together to transmit body heat from the hand to the 
scoop blade, helping the scoop move through frozen ice 
cream and then release the ice cream. 
Such a design is both simple, in that there are no 
mechanical parts, and intelligent, in the way its takes 
advantage of material qualities, and very much in 
the spirit of Henry’s own well thought out design 
philosophy. 
In relationship to my own practise and 
methodologies, which are complex and sometimes and 
unfortunately torturously more convoluted, I couldn’t 
help but be bothered by a nagging wonder – why 
don’t they make these scoops out of other materials 
more thermo-conductive than aluminium?
gini lEE
DEEP MAPPING WORKS
Dr Gini Lee is a landscape architect and interior 
designer and is the Elisabeth Murdoch Chair 
of Landscape Architecture at the University of 
Melbourne. Prior to this she was the Professor 
of Landscape Architecture at Queensland 
University of Technology (2008-2011) and 
Head of School at the University of South 
Australia (1999-2004). A researcher and lecturer 
in cultural and critical landscape architecture 
studies and spatial interior design, her PhD 
!e Intention to Notice: the collection, the tour 
and ordinary landscapes, investigates designed 
landscapes that are incorporated into the cultural 
understandings of individuals and communities. 
Focusing on the arid environments of Australia, 
her research into the water landscapes of remote 
territories intersects with the scientific, cultural 
and indigenous understanding and management 
strategies of fragile landscapes. 
Rohan nicol
REFRESH TEA SET 
Rohan Nicol is a craftsman and designer, 
academic and curator. His work spans Jewellery, 
Silversmithing, and Design. He holds 1st Class 
honours degree from the ANU School of Art 
and a PhD From Charles Sturt University as well 
as a Graduate Diploma of Education from !e 
Australian Catholic University. He has been the 
recipient of numerous awards including the 2009 
Bombay Sapphire Design Award, and funding to 
conduct creative enquiry and research from the 
Australia Council and Australian Universities. 
He regularly exhibits his work at peak venues 
in Australia and overseas and his work is held 
in numerous public and private collections 
including the Powerhouse Museum and the 
National Gallery of Australia.
Nicol’s current research interests involve practice 
led and interdisciplinary research, contributing 
to new methodologies for orchestrating our 
domestic and urban environments that actively 
seek to reduce material and energy consumption. 
In addition Nicol’s research also seeks to 
identify financially sustainable models of studio 
based craft practice. !is includes localised or 
community based collaborative engagements with 
Australian manufacturing firms, new enterprising 
approaches to practice, and leveraging emerging 
technologies for creative and commercial benefit. 
sabinE pagan
AERIAL PHOTO OF LAKE EYRE
Sabine Pagan is a contemporary jewellery 
designer and gemmologist. Since 2004, she is the 
lecturer in charge the Bachelor of Arts ( Jewellery) 
degree in the School of Communication and 
Creative Industries at CSU and more recently 
(2012), fulfils the role of Master of Arts Practice 
coordinator. Pagan was born and educated in 
Switzerland, where the training in craft practice 
includes both trade and tertiary education. 
Currently a PhD candidate at the University 
of South Australia, Pagan’s research draws 
from architectural concepts and examines the 
significance of sensorial experiences in place 
making and their influence on memory.  In 
particular, her work investigates how the experience 
of architectural landscapes  - where the natural 
and built environments are interdependent – may 
contribute to the understanding of spatial and 
emotional relationships between the wearable 
object and the human body.  
For this exhibition, Pagan’s collaborative project 
with Gini Lee explores the unique landscape of 
Lake Eyre. !e salt vessels are used as a metaphor 
for bringing the environmental issue of salinity 
on the table. !e size and shape of the vessels 
represent the outline of ponds studied from 
aerial images. However, in the context of the 
table setting, it reflects on contemporary issues 
of consumption.
Designing in the 21st century requires making 
the most of material and reusing, repairing and 
reinvigorating what we already have, but also more 




Mel Robson is a ceramic artist based in Alice 
Springs, Australia. Her diverse practice includes 
ranges of functional and decorative objects for 
the home, limited edition pieces and one-off 
exhibition works. 
Robson’s work is inspired by an interest in 
the relationship between utilitarian objects and 
personal narrative. Robson uses original porcelain 
designs and found objects to create evocative and 
contemporary works that weave together stories 
from the past and the present. 
Mel’s work has been regularly featured in 
interiors and design publications for over 15 
years, as well as national and international art 
journals. As well as being used in homes across 
the country, her work is also held in gallery 
and museum collections both nationally and 
internationally. 
I’m interested in the histories, stories and associations 
that can become embedded in everyday objects, and 
the ways in which these objects can evoke memory and 




Wayne Simon is a Jeweller and metal craftsman 
who was born in Sydney. He lives on the north 
coast and is of Biripi country. His early interest 
in graffiti provided a point of entry to the art 
world and that experience continues to influence 
his work. He completed his formal education 
at Charles Sturt University where he gained a 
Masters in the field of jewellery following his BA 
Jewellery degree. Much of Simon’s work utilises 
the Japanese metal fusing technique, Mokume 
Gane, which translates as “eye of the wood 
grain”. Simon often combines this distinctive 
metal technique with graffiti inspired imagery, 
to replicate the organic patterns and textures of 
nature that are less common to metal. !rough 
Mokume Gane techniques Simon is able to 
emulate aspects of indigenous artifacts made of 
both stone and wood. He often transposes these 
into the form of miniature sculptures worn on 
the body. He has been active throughout the 
community teaching and mentoring practical 




Kenji Uranishi is a contemporary Japanese artist. 
He was born in Nara prefecture near Osaka in 
1973, and studied ceramics at Nara College 
of Fine Arts from 1992-96. Since that time 
Kenji has built an international reputation. He 
initially began working from his home studio 
in Kenkoubou, and beyond in cities such as 
Tokyo and Kyoto through exhibitions. !e work 
he makes includes installation and functional 
objects, and the materials he uses are embedded 
in the history of Japanese pottery.
In 2004, Kenji embarked upon a journey 
to Australia to pursue personal and artistic 
horizons, and experience living and working in 
another country. !is has spurred the artist to 
consider the many facets of his cultural identity 




Jason Wade is the Technical Officer in RMIT 
Gold & Silversmithing and is an active gold and 
silversmith, with a diverse artistic practice. Wade 
is informed by and reflects upon the rich tradition 
of gold and silversmithing. Driven by a desire to 
displace and develop perceptions of what jewellery 
and artifact might be Wade experiments with 
new technologies and nontraditional techniques. 
Access to modern technology, like laser cutting, 
has enabled him to also explore the gestalt object 
and to tap into the discipline of ‘play’.
Wade creates artifacts through an approach of 
being honest to materials and object. To construct 
his artifacts Wade utilizes and experiments 
with the materials’ inherent properties: texture, 
memory, flexibility, social context and history. 
!en by juxtaposing different materials within 
the same object he creates tension and subverts 
the reading of the artifact.
in thE post-contEnt ERa dEsign  
is facing almost infinitE nEw  
possibilitiEs that will REquiRE  
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